INTRODUCTION
The trigger for Exodus 15, the Song at the Sea, is the motif of the divine victory over the Egyptians at the Sea, but strikingly the poet utilizes other conceptions of God's destroying power in order to portray the demise of God's enemies, conceptions that contradict a watery death for the Egyptians. The poet fashions a kaleidoscope of verbal images of destruction. The agglomeration of images attests to the theological ingenuity of the poet: even though the literary images are stereotypical descriptions of divine actions, the poet weaves them together creatively to affirm and intensify divine power and triumph. The kaleidoscope of images heightens the celebratory language of victory. Far from being a cliché, the depiction of divine triumph attests to the inventiveness and subtlety of how one Israelite poet expressed exuberance over divine victory.
TYPOLOGIES OF DESTRUCTION
The psalm in Exodus 15 is ostensibly a poetic rendition of the prose narrative of Exodus 14: it is placed next to it and seems to impart the same event, the victory over Pharaoh's chariotry at the Sea. Yet even in the first verse, the poem diverges from the prose: while Exod 14:23-28 recounts that Pharaoh's chariots were swept over and engulfed by the returning waters, Exod 15:1 tells of God hurling the chariots into the sea:
‫י‬ ִ ‫שׁ‬ ‫אָ‬ ‫ה‬ ‫אָ‬ ‫גָּ‬ ‫ֹה‬ ‫א‬ ‫י-גָ‬ ‫כִּ‬ ‫ה‬ ‫יהוָ‬ ‫לַ‬ ‫ה‬ ָ ‫ר‬ ‫ם‬ ‫יָּ‬ ‫בַ‬ ‫ה‬ ‫מָ‬ ָ ‫ר‬ ‫בוֹ‬ ‫ֹכְ‬ ‫ר‬ ‫וְ‬ ‫סוּס‬ :
I shall sing of/to/for the LORD for he has ascended triumphantly, 2 Horse and driver 3 he has hurled into the sea.
The poetry depicts God violently casting Pharaoh's army into the sea. The verticality of movement is emphasized: God ascends in triumph, while horse and driver are hurled down. 4 By contrast, the prose narrative paints a different picture: God propels the waters aside or divides the waters, 5 the Israelites escape, the pent-up waters roll back when Pharaoh's army rides through, and the water swells over the chariots, inundating, submerging, and finally smothering them.
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The poet juxtaposes the drowning of the Egyptians with the watery depths, not the inundating waters. In the poet's vision, the doom of the Egyptians is the result of being thrown into the abyss (Exod 15:4-5):
‫ם‬ ‫יָּ‬ ‫בַ‬ ‫ה‬ ָ ‫ר‬ ‫יָ‬ ‫ילוֹ‬ ֵ ‫ח‬ ‫וְ‬ ‫ֹה‬ ‫ע‬ ְ ‫ר‬ ‫פַּ‬ ‫ֹת‬ ‫ב‬ ‫כְּ‬ ְ ‫ר‬ ‫מַ‬ ‫יַם-סוּף‬ ‫בְ‬ ‫עוּ‬ ‫בְּ‬ ‫טֻ‬ ‫יו‬ ָ ‫שׁ‬ ‫לִ‬ ָ ‫שׁ‬ ‫ר‬ ַ ‫ח‬ ‫בְ‬ ‫וּמִ‬ ‫יֻמוּ‬ ‫סְ‬ ‫יְכַ‬ ‫ֹת‬ ‫ֹמ‬ ‫ה‬ ְ ‫תּ‬ ‫בִ‬ ‫דוּ‬ ְ ‫ר‬ ‫יָ‬ ‫ן‬ ‫בֶ‬ ‫מוֹ-אָ‬ ‫כְּ‬ ‫צוֹֹלת‬ ‫מְ‬ He has hurled the chariots of Pharaoh and his army in the sea, 7 The pick of (Pharaoh's) officers have drowned in the sea. The abyss has covered them, They went down into the depths like a rock. 6. The mythic enemy of God is the sea, as seen from other creation myths in the Bible (Isa 27:1-2; 51:9-10; Pss 74:12-17; 89:1-26), but in Exodus 15 the psalmist has transformed the sea into an inanimate object not capable of resistance to divine control. There is no allusion to the central content of the myth of divine combat with the Sea in the Song at the Sea, and the only prominent element retained is the acclamation of the Deity as king at the conclusion. See N. Ayali-Darshan, ‫במתי‬ ‫על‬ ‫ודורך‬ ‫ים‬ : ‫הקדום‬ ‫המזרח‬ ‫בספרות‬ ‫בים‬ ‫הסער‬ ‫אל‬ ‫מלחמת‬ (Treading on the back of sea: The combat between the storm-god and the sea in Ancient Near Eastern literature; Biblical Encyclopedia Library 33; Jerusalem: Mossad Bialik, 2016), pp. 243-246. 7. Targum Neofiti adds ‫בימא‬ ‫דאשא‬ ‫גירין‬ ‫עליהון‬ ‫,קשת‬ smoothing the contradiction between death by water and death by fire. On Targum Neofiti's rendition of Exodus 15, see B. B. Levy, Targum Neofiti 1: A Textual Study (Lanham: University Press of America, 1986), pp. 376-385. 8. The origin of the noun ‫שליש‬ has been debated. Often taken as originating as the term for the third man in a chariot, then extrapolated to mean adjutant to the king and hence a term employed in biblical texts for a royal official (1 Kgs 9:22; 2 Kgs 7:2, 12, 17, 19; 9:25; 10:25; 15:25; 1 Chr 8:9) , its original usage would seem to fit the context of chariotry in Exod 14:7 and 15:4. However, it has been noted that Egyptians did not use a three man team in a chariot, and, therefore, it derives from an Egyptian term for military commander. It is an adaptation of the Egyptian srs, a senior military official in Egyptian ranks. See P. C. Craigie, "An Egyptian Expression in the Song of the Sea (Exodus XV 4), " VT 20 (1970) What has happened to the Egyptians? Were they shattered, burned up, or swallowed by an earthquake? Each of these ways of dying are mutually contradictory. Why does the poet evoke so many means of divine victory, and how does this relate to death in the watery depths?
The poet fuses diverse images of destruction in order to intensify the depiction of divine power and triumph. The kaleidoscope of images 9. Targum Onkelos renders the clause ‫כ‬ ‫שיצינון‬ ‫לקשא‬ ‫נורא‬ 'it consumed them like fire does chaff', unpacking what is implied in the metaphor by explicitly mentioning fire.
10. It may be that the opponents of God referenced in this verse are Korah and his allies (R. Alter, The Art of Biblical Poetry [New York: Basic Books, 1985] , p. 54). If this is so, the poem employs two images of destruction that do not involve water, rather than three: God's right arm smashing enemies and God's fury burning enemies, two images that nonetheless contradict a watery death.
heightens the celebratory language of victory. The Deity as vanquisher of the Egyptians by hurling them in the sea is one in a series of images of destruction that the poet superimposes. It is no longer just the waters of the Sea that destroy the Egyptians, but the burning fury of God, the mighty right hand of God, the heaving earth. The poet has pushed the victory beyond the narrow limits of a single event at a particular place and time.
Only after the poet has presented the Egyptians as being hurled into the sea, smashed to smithereens, and being consumed in a blaze does he employ an image of defeat corresponding to the prose narrative. The tableau in Exod 15:8-10 dramatizes the waters standing straight like a wall, the enemy eager for spoil, and God causing the wind to blow and the water spreading over them. This set of happenings conforms to (part of) the prose narrative of the splitting of the sea, the pursuing Egyptians, and the inundating waters. But even here, the waters are magnified: the waters in the form of an abyss freeze at God's command. They are not ordinary waters.
Let us unravel these concepts of destruction by formulating a typology of ways in which God destroys his enemies in biblical literature in a set of common motifs:
( The poet in Exodus 15 has elaborated on the celebratory language of victory so much so that he has fused together a number of literary images of destruction. It is no longer just the waters of the Sea that destroy the Egyptians, but the burning fury of God, the mighty right hand of God, the earth heaving at God's command. The poet has pushed the event of victory beyond the limits of a particular happening at the Sea. The image of the Deity as vanquishing the Egyptians in the sea has been submerged. The other images converge and swell over it.
The superimposed images express what a single image cannot. When the poet presents one image then replaces it with another, he produces a progressive heightening of language, and the magnificence of the triumph is intensified. The celebration of victory is augmented and heightened by the superimposition of verbal images of destruction.
Because the Egyptians are destroyed in so many ways-drowned, burnt, smashed, and swallowed up-the close connection of the poem to the victory at the Sea is blurred, but in so doing, the poet expresses exhilaration inspired by divine victories in general. As images of destruction are replaced, as the depiction of the Egyptians' defeat is presented, then obscured and refocused, the perception of a single historical event is eclipsed by the wider scheme of divine victories. A historical account is replaced by poetic articulation of religious exuberance.
A declarative statement that God defeats the enemies of the Israelites is one-dimensional. It might fall flat. By contrast, literary images are visceral and palpable. They amplify language and heighten emotion. They prompt reflection, and by interacting with one another, images shape structure and create meaning. Images use language to evoke and lend power to the poem. The onslaught of images orient, disorient, and reorient.
Employing multiple images of destruction for rhetorical and psychological effect builds on the selection of the image of the Deity as vanquisher through the means of the sea. As noted earlier, the event as retold in Exodus 15 does not correspond to the prose story because the Egyptians in the poem are hurled into the Sea, not covered by it. By foregoing the imagery of drowning, the poet has portrayed a watery death of sinking rather than the one the narrative recounts, the sea rushing over the Egyptians after they have ventured onto the dry sea-bed. This recrystallization allows the sea to be transformed. It is no longer the Sea, a sea composed of ordinary water, but rather the primordial waters of the deep that carry the Egyptians under to their watery grave. The poet has replaced one type of destruction with another. Then other images of destruction are piled on top ever higher.
The use of multiple literary images is the means by which the poet constructs the reality he wants to present. 11 The images of destruction used in Exodus 15 are not just ornamentation and decoration: they are essential and are not tangential elements of the passage that can easily be dispensed with. By using these images, the poet evokes a complex of ideas and impressions suggested by those images.
It is useful to unfold the associations that may come into play when an image is evoked.
12 A number of the images of destruction contain similes.
11. This is related to the recent study of metaphor that has emphasized that metaphors are the means by which we construct reality. See G. Lakoff and M. Johnson, Metaphors We Live By (with a new afterward; Chicago; The University of Chicago Press, 2003 Press, [1980 ). The images of destruction in the Song at the Sea are informed by the metaphor GOD IS A WARRIOR.
12. As suggested for the study of metaphor by E. L. Greenstein, "Some Metaphors in the
Poetry of Job," in Built by Wisdom, Established by Understanding: Essays on Biblical and Near Eastern
The Egyptians drop into the sea like stone (Exod 15:5) or they plummet like lead (15:10), and they are burned up like straw (15:7). Other objects can fall into water, leaves, branches, and so forth, but they are light and can float. They can bob on the surface and float like flotsam and jetsam. But that is not the case with substances like stone and lead. They are inert objects that cannot resist divine power, and they will fall inexorably to the bottom. 13 They do not have a chance of opposing divine power. So too the poet avers that the Egyptian and all those who try to oppose the Deity cannot resist divine power.
The poet also portrays Egyptians as being consumed in fire like straw. Straw is used for kindling: it burns up quickly, and by itself, it cannot make a lasting fire. Similarly, the poet asserts that the Egyptians cannot resist God's might.
It is noticeable that there is no storm imagery in Exodus 15, no thunder, no lightning, no clouds, imagery common to the biblical portrayal of theophany. It can only be speculated as to why this is: the superimposition of contradictory images of destruction are more (or equally) evocative and powerful. Hurling into water is closer to the Exodus traditions about the Egyptians' death by water. Raging waters may be indelibly associated in Israelite culture with cosmic turmoil-the seething waters rebel against God's dominance-but in the Song at the Sea, the raging waters are recast as an emanation of God's anger and power.
14 The images of destruction are associated with the power of the natural environment: nature is unleashed against the Egyptians. The waters roil and churn. The earth pitches and heaves. Fire breaks out and consumes. The enemies of the Israelites fall in the tumult.
The poet employs images that are not compatible with each other. Each successive image supplements and augments the prior image. This is so, not because the previous images were inadequate but because a single image cannot express the totality of God's victory and power. A metaphorical domain of images depicting divine triumph is evoked when God is envisioned as a warrior, and the poet of the Song at the Sea superimposes images in order to convey the exuberance of religious exaltation. 13. The premise of the miracle of the axe-head in 2 Kgs 6:1-7 is that the axe-head is made of metal, whose density prevents it from floating. It has sunk irretrievably into the water, and only the prophet's intervention has allowed it to be recovered.
14. W. 
Other Examples of the Fusion of Contradictory Images
The superimposing and fusing of contradictory images is not confined to Exodus 15. For example, Ps 50:2-3 combines solar and storm imagery. The storm imagery does contradict solar imagery-the radiance is obscured by the storm. But the subversion of one image by another advances a major goal of the psalm, depicting the intensity of a divine theophany. God is to appear, ushered in by fire and storm, in order to call his people to account in a lawsuit. Solar imagery expresses the luminescent intensity of the divine presence, and storm imagery conveys the raw force and vigor of the divine presence. 16 They convey the earthly manifestation of a numinous force in radiance and meteorological violence. By placing two types of natural phenomena side-by-side, the poet avers that the nature of the divine transcends the confines of the imagery stemming from a single metaphor. 15 . Astral imagery for the Deity is rare in general in biblical religion, and its appearance has provoked discussion as to its origin. Scholars have disagreed whether it is indigenous to ancient Israel or whether it was imported from Neo-Assyrian models, and if the latter, scholars have also disagreed whether it was imposed by religious imperialism or adopted because of the cachet of the culture of the dominant superpower. This phenomenon is not confined to the Bible but is found as well in other ancient Near Eastern texts. Let me offer two examples. In the first, solar and storm imagery are both used. In Gudea cylinder B, the return of Ningirsu is portrayed as follows (V.1-9):
The warrior Ningirsu entered his house. The owner of the house had come, (As) an eagle catching sight of (the corpse) of a wild bull. The warrior's entering his house was a storm roaring into battle. Ningirsu roamed through the house, It was (as the sound of) the Apsu temple precincts when festivals are celebrated. The owner was ready to come out from his houseAnd he was (as) the sun rising over the land of Lagash.
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Ningirsu is depicted as both a storm god and a solar god. Here too, solar imagery conveys the luminescent power of the divine, and storm imagery manifests divine force and vigor. By combining two types of natural phenomena, the poet attests that the divine nature is beyond identification with a single natural phenomenon. 18 The nature of the divine is more complex and transcends the limits of one metaphor.
The employment of contradictory images may also express the profuse emotion of the poet. Here, we have Ishtar as a raging lion, an irresistible fire, furious bull, a shining luminosity. The agglomeration of incompatible images expresses the religious exuberance of the poet.
The fusing of contradictory images in Exodus 15 also conveys similar elements: 1) the poet articulates that divine power transcends a single instance of victory, and 2) the poet expresses religious elation and exhilaration over divine triumph. To be sure, distinctions are to be drawn between Exodus 15 and the Mesopotamian texts. First, the fusion of images in Exodus 15 contradicts the historical account next to which it is placed, whereas the fusion of imagery in these hymns may seem less jarring.
20
Second, the incompatible images of destruction in Exodus 15 of the Deity as vanquisher of the Egyptians all derive from one metaphor, GOD IS A WARRIOR. In Gudea cylinder B and the Great Hymn to Ishtar, multiple metaphors and similes prompt the images. But for all of them, the fusion of images serves as language heightened for the purpose of religious expressiveness. The poems illuminate the thought-world and emotions of their poets, and the interweaving of contradictory images attests to how the poets understand the divine realm and how they manifest their experience of the divine.
The images in Exodus 15 are not metaphors themselves but are prompted by an underlying metaphor. George Lakoff argues that what poets do is they take the basic metaphors inherent in how we think and then combine and elaborate them in novel ways. 21 Masterful poets extend metaphors and employ them in unusual ways. At the same time, they reveal the inadequacies of metaphors for making sense of reality. Our poet has taken a basic set of images about God associated with the metaphor GOD IS A WARRIOR and has combined them and employed them in an unusual way, interweaving them so that the victory goes beyond the drowning of the Egyptians. Those images were conventions widely used, but the psalmist has moved past convention by superimposing and fusing them. He has compressed multiple images in frugal space in contrast to the periphrastic prolixity of prose.
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The particular metaphor for God employed in Exodus 15, GOD IS A WARRIOR, prompts associations with human warriors. At times, God uses weapons available to human beings (although he wields them in a more powerful manner). He strikes the enemies with his (powerful) right arm. 23 And at times, he uses weapons only available to divine beings. His fury wrath chars the enemy. He hurls chariots. The use of the metaphor GOD IS A WARRIOR is far from unique in the Bible. What accords it vitality in this poem is the interweaving of divine images of destruction, the superimposition of the means of divine conquest. The Song at the Sea gains depth and richness by the intricate interaction of the images. The imagery makes us linger and focuses our attention. Conventional images are joined together in ways they ordinarily would not be, creating a richer and more complex set of connections. The images supplement one another and reinforce one another. The superimposition of images in Exodus 15 creates a depiction of divine power that is more striking and rich than one image alone.
Exodus 15 contains the basic elements of the story of the victory at the Sea-the destruction of the Egyptians by a supernatural drowning. But other images have been placed next to one another so as to render that story into another, amplifying the victory by making us view it through multiple images of destruction. Exodus 15's typology of exaltation via superimposed images constructs a patterning of victory that makes the victory which is its subject more than a one-time limited event. The victory is to be viewed as a far more inclusive array of God's power and glorification. Through heightened language, the events of Israelite history are seen and felt more keenly and vividly. 24 The text does not provide us with a historical sequence of events but with something of a radically different nature. 25 The poem oscillates between the victory at the Sea and other divine victories because the psalmist seeks not just to express but to impart and teach. The set of images has emotional and affective power. The imagery is effusive: the Bible is aniconic materially but iconic verbally. 26 The divine nature is beyond identification with a single phenomenon: a single image of destruction cannot convey the scope of God's victory and power. By superimposing images, the poet conveys the exuberance and elation of religious exaltation.
THE SHAPING OF HISTORY
The poet moves from the here and now of the victory at the Sea to future victories and triumphs. A narrative impulse moves the poem beyond the confines of a particular victory to encompass a broader scheme of divine triumphs. The poem is embedded at the point of a narrative in which the Israelites have finally (and barely) escaped from the Egyptians, but it pivots beyond that historical point. It embraces the coming events of the wandering in the wilderness and the settlement of Canaan, and it reaches its climax in the construction of the Jerusalem Temple.
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After the onslaught of the plagues on Egypt and the Egyptians, the denouement of the Pharaoh's men in a watery grave might seem anticlimactic and paltry. But the trivial end of the Egyptians is transformed into a cosmic event-they are swept away by the primordial deep, the earth heaves and swallows them, they are ignited like chaff. The death of the Egyptians at the Sea becomes the high point of the Exodus, and the poet omits the earlier wonders, the plagues, in focusing on the events at the Sea. What otherwise could have been one more in a series of plagues inflicted on Egypt becomes the pre-eminent event of the Exodus. The Egyptians seem utterly vanquished and divine power ever more absolute.
At the same time that the poet intensifies the victory over the Egyptians, he rearranges history by making the Egyptians the first of a list of God's enemies to be defeated, not the ultimate enemy. The poet does not name the Egyptians as especially nefarious oppressors of the Israelites-they are ordinary enemies. The role of the Israelites as slaves 26. It must be noted that material remains from Ancient Israel do contain visual imagery, but it is beyond the scope of this essay to address this issue. Important questions about the relationship between visual literacy and figurative language are also not addressed in this essay. See R. P. to the Egyptians is not mentioned, nor is the prolonged process of liberation. Even the plagues are not touched on. 28 Contrary to the prose narrative, the Egyptians are not presented as the most threatening of the Israelites' enemies, but become just the first of a list of enemies overthrown by divine power. In so doing, the psalm amplifies the narrative in the adjacent prose chapters by enhancing it and subverting it at the same time.
The shifting identity of the enemies serves to widen the scope of the psalm. The enemies at the start are definitely the Egyptians (Exod 15:4); the ones at the end are definitely the Canaanites. Who the enemies are in the middle of the psalm is left vague, and the identity of the enemy is suffused. The Egyptians have become the vessel into which all the enemies of Israel are poured: not only are the Egyptians vanquished but the Canaanite nations are already neutralized by the time the final stanza of the poem is reached. The trigger for this poem is the triumph of God over the Egyptians at the Sea, but the typology of exaltation that the poet uses causes the arc of the poem to immediately rush forward with a description of the next events in Israelite history, namely, the settlement of the land of Canaan. The shift in the identity of the enemy is employed as a device for extending the horizon of the poem.
The scope of the psalm is shaped by another shift. Its initial verse foregrounds divine victory by announcing it before mentioning the type of victory:
I shall sing of/to/for the LORD for he has ascended triumphantly, Horse and driver he has hurled into the sea. (Exod 15:2) The initial verse does not mention the name of the defeated. This subtle shift in emphasis highlights that the poem will focus on the exaltation of God in victory rather than on a particular instance of victory at the Sea over the Egyptians.
The poet employs a switch in perspective to intensify the depiction of divine victory. The psalm begins from the viewpoint of the hymnist-"I 28. It may be that the tradition of the plagues was unknown to the poet. Exodus 11:1 portrays the plague of the first-born as the climactic plague after which the Egyptians will drive out the Israelites once and for all. The Passover celebration and meal ordained in Exodus 12 is based on the plague of the first-born as the crucial moment of redemption, but the narrative of the victory at the Sea presents it as the most perilous point in the Exodus and the greatest act of salvation. Other traditions do not place the Israelites in Egypt at all: Deut 32:10 portrays the Israelites as found by God in a wilderness.
shall sing of/to/for the LORD"-then switches to focus onto God's enemies, "horse and driver he has hurled into the sea." Those enemies are the objects of verbs describing their downfall: It is ironic that the enemies are the object of verbs that depict their defeat, rather than subjects of verbs whose actions assure their victory. The enemies are depicted as passive and unable to resist. Their ineffectiveness is signaled in another way. Not only is God against them, otherwise inanimate objects assault them: in verse 5, the watery depths cover them; in verse 8, the waters pile up and stand petrified; verse 10, the sea covers them; verse 12, the earth swallows them. Inanimate objects act against them, manifesting the totality of the enemies' defeat.
Even when the enemies do take action, their actions are of no use and no avail. In Exod 15:9, the enemy seeking spoil is depicted as the subjects of action verbs in the imperfect: he expresses his desire by declaring how he will achieve victory, but it is just empty words. The enemy of the Israelites is given personality with his eagerness to take spoil, an eagerness that quickly melts away. The enemy expresses his intentions in short punctuated verbs, and the enemy's enthusiasm for taking booty is expressed in a series of desires that confuses the sequence of battle as it would need to occur in actuality:
The enemy said: I will give chase, I will distribute spoil, I will be satisfied. I will unsheathe my sword. My hand will dispossess them.
The poet depicts the thirst of the enemy for plunder in the enemy's enthusiastic and unhinged speech, articulated in a staccato rhythm. The drama is enhanced by the disorder of the actions the enemy promises to do: he takes booty before he unsheathes his sword. 29 The actions of the enemy are of no avail.
While there is an overall linear impulse to the psalm-it starts with the Egyptian defeat and concludes with the building of the Temple-it possesses a radial organization of images of destruction. It presents a recursive pattern to history with the repetition of death in the sea in the middle (Exod 15:10) and with the repetition of horse and rider hurled into the sea in the narrative summary at the conclusion (Exod 15:19).
29. The tableau of desiring spoils is comparable to a similar scene about Sisera's mother and her companions in Judg 5:28-30. Narrative elements are deployed for lyric purposes in order to express celebratory language over divine victory, not to convey a historical account, and a distinct rhythm shapes the chronology of events. The poet avoids a strict temporal sequence in order to sustain an expressive stance articulating God's glorious deeds. The poem lacks the additive granular progression of narrative epic. Time is retarded and accelerated in order to emphasize the divine victory. The initial verse mentions the defeat of chariotry, presumably Egyptian chariotry, but then the poet launches into exuberant praise of God for six lines (Exod 15:2-3) before returning to recount more about the demise of the charioteers. Much space is devoted to the victory at the Sea in verses 4-10, then the poet accelerates the rest of history, playing up certain events and reticent about others. Verse 12, which depicts an earthquake, might refer to the swallowing up of Korah and his cabal, but the identity of those swallowed up is left vague.
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The years in the wilderness and the process of settlement in the land of Canaan are encapsulated in three verbs, verses 12-13, and the compression of time is accelerated further by the alliteration of the verbs ‫נטית‬ , ‫נחית‬ , ‫נהלת‬ :
Exod 15:13
In covenantal love, you lead the people you redeemed, In your strength you guide them to your holy pasture.
This run of narrative presents a picture of the passage from Egypt (or the wilderness) to the land of Canaan in accelerated timing. It is followed by the reaction of the peoples of Canaan and surrounding countries: they are depicted as in utter fear as they hear of God's victory over the Egyptians: These short runs of incipient narrativity do not unfold with the granular logic but proceed forward through parallelism to portray the fearful reaction of the other nations who encounter the Israelites. 31 There is no extended narrative and no expansive sentences of historical prose, but the parallelistic lines present the clauses as modular units, one clause, then another clause, and then another clause. The effect is to delay and retard the action so as to mark and intensify the reactions of consternation and alarm. The enemies are paralyzed with dread and do not resist.
The reaction of the enemies serves as a foil to the response of the Israelites. The position of Exodus 15 in the overall chronological structure of the Pentateuch makes it the first outpouring of praise by the Israelites. The prose frame of the poem heralds a self-reference in the initial line of the poem, "Then Moses and the Israelites sang this song to the LORD" (Exod 15:1), and the initial line incorporates a first-person form consciously articulating an intent to perform the song, "I shall sing of/to/for the LORD" (Exod 15:1). 32 The poem is quoted a few verses after its end in a snatch, a poetic fragment, "Miriam the prophet, sister of Aaron, took a timbrel in her hand, and all the women went out after her with timbrels 31. The concept of "incipient narrativity" was suggested by R. Alter, The Art of Biblical Poetry (New York: Basic Books, 1985) and dances. 33 Miriam answered them, 'Sing to the LORD for he has ascended triumphantly, horse and driver he has hurled into the sea,'" and it is placed in the context of communal acclamation of divine triumph.
Moses appears only as the singer of the hymn. His actions on behalf of the Israelites have disappeared in this retelling. The poet assigns Moses' act in Exodus 14:26-27, the stretching out of his hand over the waters, to God. The poet transforms the result of the act: the rending asunder of the waters is now the rending apart of the earth. By eclipsing Moses, the poet does not allow any human being to have any part in the victory which in the psalmist's portrayal are God's alone.
Other elements are omitted. The angel of God and the pillar of cloud that were stationed between the Israelites and the Egyptians according to Exod 14:19 have also vanished in the Song at the Sea. The pillar of fire and cloud from which God threw the Egyptians into panic in Exod 14:24 are missing. God is portrayed through the conventional images of destruction, not through the signs of divine guidance in the wilderness.
The poem is concise. It is suggestive rather than exhaustive. Epic poetry is usually more long-winded. Although the Song at the Sea implies a historical narrative, it makes the celebration of divine victory more important than plot. It is not a means of conveying a chronological scheme.
History is shaped so that the poem is a celebration of God's covenant loyalty and providence from the time of the events at the Sea until the present day of the poet, who lived after the settlement in Canaan and the building of the Jerusalem Temple. 34 The poem reaches its apex at its culmination with the building of the Jerusalem Temple (or another sanctuary) and an affirmation of God's dominion. But its placement at the final victory over the Egyptians and in the mouth of arguably the greatest figure in the Pentateuch transforms it into a more comprehensive celebration of divine providence and victory-the saving of the Israelites is so aweinspiring that Moses and the people are presented as bursting into song. The placement of the poem in the overall structure of the Pentateuch immediately after the divine victory at the Sea presents a quandary for translation. The verbs in Exod 15:5-8 are describing past events, and the use of verbs in prefixing form intermingled with verbs in the perfect (in suffixing form) is not unusual. 35 The verbs in prefixing form in Exod 15:12, 14, and 15 are also used in parallelism with verbs in the perfect. But the verbs in Exod 15:16 and 17 are in prefixing form (with one exception). Should they be construed in past time, as they would have been intended when they were composed, or does the placement of the poem in medias res mean these verbs should be rendered in future time? 36 The solution is to recognize that both past time and future time are valid, even simultaneously. The poet originally meant those verbs in prefixing form to be in past time, but the poem's placement in the Pentateuch causes their time value to pivot. In a sense, they are both in the past and the future at the same time. The poem has been transfigured and reimagined. It has been infused with new significance as a poem in the time of Moses as well as in the time of the poet. It is a representation of reality contemporary to the poet as both embedded and mirrored in the distant past. 
POETICS AT THE SERVICE OF EMOTIONAL INTENSITY
The poetics of Exodus 15 are arranged to heighten emotional intensity and to magnify the divine victory. The poetics operate in tandem with the use of typologies of destruction and the shaping of history, and all three interact and enhance one another.
Like other poets, the poet in Exodus 15 uses patterning in excess of what is necessary for prose meaning. 37 One means of patterning acts out an insight that the poet has about the history and experience of the Israelites by creating an equality between divine victories. A concluding formula, "like x," is employed to equate triumphs: in verse 5, "they sink in the depths like stone"; verse 7, "(your anger) consumes them like straw"; verse 10, "they sink like lead in mighty waters"; verse 16, "in the immensity of your strength they are silent like stone." The "like x" pattern serves to fix a strong end to a set of lines, forming a stanza. 38 The particular rhythm of the recurrent end-stopping serves to place an emphasis on each stanza, and the linking of lines into groups serves to equate the divine victories, heightening the scope of divine triumph and affirming what the fusion of images of destruction and the shaping of history seeks to convey.
The poem employs three doxologies as a means of patterning in verses 2-3, 11, and 18, a pattern in content that weaves the composition together from beginning to end: Megillah 16b; y. Megillah 3:7, 74b; b. Menahot 31a; 38. The concluding formula in verse 10 varies the pattern by not having "like lead" as the final word in the clause: it has the addition "in mighty waters."
39. This couplet has been a crux interpretum over which scholars have spilled much ink. The first word ‫י‬ ‫זִּ‬ ‫עָ‬ should properly be vocalized as ‫י‬ ‫זִּ‬ ‫,עֻ‬ if it means "my strength." Rashbam doubted that the possessive suffix is the case and rendered it, "The Lord is the strength and the praise of Israel" positing that there is an extra yod in ‫,עזי‬ with an implied absolute noun governed by bound forms, that is, with The doxology in verse 11, the longest of the three, receives extra emphasis because the additional words give it more weight: this doxology serves as a high point of the psalm. The three doxologies add punctuation to the overall trajectory of the poem. Divine triumphs are equated through the doxologies, again affirming what the superimposition of contradictory images of destruction and the shaping of history aspired to impart, exuberance over divine triumph.
Another poetic maneuver, variations in line length and in the number of lines in a set, is employed in the poem. The binary beat of parallelism is the dominant overall rhythm of the poem. The trajectory pulses forward. But lines with different matching patterns are interspersed in the text, and non-couplet groupings of lines vary the rhythm and accentuate certain lines. 40 As the movement becomes routine, then lengthens and shortens, the bursts of energy in the variation serves to intensify its content.
The poet uses staircase (or climactic) parallelism as a structure of intensification: it stands out because of its distinct matching pattern. A line is started, only to be interrupted by an epithet or vocative, then the line is repeated, without the epithet or vocative, to be completed in the second line. 41 The lines of staircase parallelism attract attention by retarding and lengthening the verse, and the incompleteness of the initial line creates suspense until the verse reaches its climax in the next line. 42 The first instance of staircase parallelism in Exodus 15 is at a turn, when the psalmist 40 The use of staircase parallelism and switch in addressee intensify the exaltation of God. The initial line uses the vocative ("Who is like you among the gods, LORD"), the second line repeats the initial line without the vocative but including a phrase of praise ("Who is like you exalted in holiness"), then the third line extends the divine praise and the set of lines reaches its apogee.
Usually a set of lines is composed of a couplet, but the occasional longer or shorter set may emphasize a key idea. In a triplet, a set of three lines, the tugging across the usual boundary of a couplet creates a surprise and, thereby, an emphasis. 43 The shift away from the parallelism of the first two lines so that the sense and syntax persists into the third line marks a pronounced stop. The three triplets in Exodus 15 vary one of the lines: The first and third lines are in the form of a niphal verb-subject, while the second line begins with a noun phrase in casus pendans followed by a qal verb-subject. The triplet creates a pause: the poetry lingers, making more vivid the consternation of the Canaanites. The third triplet has the variant in the first line: The recurrent syntax of the final two lines effects prominent end-fixing, just before the final line of the poem, setting up for its ending.
The last line of the poem is an isolated line, bringing the trajectory of the poem to an emphatic conclusion:
Exod 15:18 ‫ה‬ ‫הוָ‬ ‫יְ‬ ‫ד‬ ‫עֶ‬ ‫וָ‬ ‫ם‬ ‫ֹלָ‬ ‫ע‬ ‫לְ‬ ‫ֹלְך‬ ‫יִמְ‬ The LORD reigns forever and ever.
The change in rhythm, staccato-like, after the double final beats of the triplet marks a pronounced ending to the poem. The permutations in groupings of lines and rhythm serve to label emphasis: the strong tendency in the biblical poetic tradition is for couplets, and the triplet followed by a single line signal the end of the poem. By dispelling the expectation to return to a couplet after the triplet, the single line marks the final peak of the poem. The content of the closing line sums up the exultation over divine triumph that is the theme of the psalm, and the doxology serves as a final structure of intensification weaving the poem together. The movement of the poem comes to a resounding close.
The final two verses of the poem are informed by two metaphors for God that have not been used earlier but are closely related to the metaphor, GOD IS A WARRIOR, that has been expanded at length in the poem. The metaphor GOD IS KING unfolds the numerous associations between God and a human king: among the deeds usually presumed of a human king are building activities and military actions on behalf of his country. GOD IS A ROYAL BUILDER is explored in the second to last verse (Exod 15:17) , and the metaphor GOD IS KING is expressly articulated in the final verse, summing up the exuberance over divine triumph that is the theme of the psalm. 
CONCLUSION
The Song at the Sea conveys an intense experience of venerating the divine, and it opens up the inner world of a human being in a way that the laconic nature of biblical narrative does not. 45 The language of the poem is ardent and evocative. The poem is exuberant and extravagant: emotion sweeps through it. It evokes celebratory language and praise, and it is woven together with structures of intensification and interlocking poetic devices. All of these are mutually informing and enhancing and come together to intensify the exaltation of the Deity. The concatenation of contradictory literary images of divine victory moves the triumph beyond the boundaries of a single place and time. The defeat of the Egyptians at the Sea becomes infused into a broader span of divine victories. The horizon is boldly extended: God's covenant loyalty and providence for the Israelites through the journey through the wilderness, the settlement in Canaan, and the building of the Temple is celebrated. Time is retarded and accelerated, and events and characters are omitted or transformed. History is shaped for theological ends.
The poem has a primary and obvious purpose in communicating praise and homage to the supra-human addressee, but it is also composed in order to instruct and influence people. 46 It conveys theological values through poetics and the shaping of history. Its artistry encodes the words with greater meaning and affirms the theological and historical message of the poem.
The poem illuminates the thought-world and emotional life of its persona as projected by an Israelite poet. The poet fuses divergent imagery of destruction in order to pull the victory at the Sea into his present day: he has reached back into the past to link the events of his time to the Exodus, and in so doing, the divine triumph becomes part of the larger pattern of the relationship between God and the Israelites.
